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Shakespeare's Romance of Knowing
by
Maurice Hunt
Baylor University

From time to time literary cnucs have claimed that Shakespeare's
undisputed last plays-Cymbeline, The Winter's Tale, and The Tempest-are, to
varying degrees, concerned with the main characters' learning experiences.
These claims range, for example, from Stephen Orgel's argument that adver•
sity schools Alonso and Prospero in humility to Northrop Frye's assertion
that education provides the means for the protagonists of the last plays to
recover some sort of paradise. 1 In other words, critics over the years have
claimed in different ways that the last plays are either educational or
epistemological romances. And yet no one, to my knowledge, has tried to
explain why Shakespeare was inclined to make dramatic romance so
especially concerned with various and complex ways of knowing. In this essay
I argue that Shakespeare, in his last plays, established a kind of play-a
"romance of knowing"-previously not seen in a fully articu lated form on
either the Elizabethan or the Jacobean stage. In fact, in establ ishing this new
kind of play, Shakespeare was adapting a hybrid genre created by sixteenth•
century nondramatic writers. Criticism has ye t to explain how this hybrid
genre developed so that Shakespeare near the end of his career could fit
his interest in the limitations and the redemptive potential of human
learning with a form ready made for it.
I.

If the last plays have been regarded as "romances of knowing," they have
been considered so primarily from Northrop Frye's perspective. Despite
claims to the contrary, no one has yet replaced Frye's vision of the "summer"
of romances and the genre's upward movement toward a perfected world
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with any alternative view and motive force. The following passage conveys
Frye's opinion about the relation between formal knowledge and the
transcendental desires upon which romantic fiction is usually based:
In Shakespeare, as in all his contemporaries, the
ordinary cycle of nature that rolls from spring to
winter to spring again is the middle of three
modes of reality. It is the ordinary physical world
that, according to the theologians, man entered
with his fall. Above it is the nature that God
intended man to live in, the home symbolized by
the biblical Garden of Eden and the Classical
legend of the Golden Age, a world of perpetual
fertility where it was spring and autumn at once.
To this world, or to the inward equivalent of it,
man strives to return through the instruments of
law, religion, morality, and (much more important in Shakespeare's imagery) education and the
arts. Thus it is said of Posthumus that he took so
readily to his education that "in's spring became
a harvest." 2
The passage is vintage Frye, forcing an important critical question upon us,
as his writing so often does. In Cymbeline, does Posthumus return to either
an inner or outer golden world through knowledge given by his exceptional
education? An attempt to answer this question might begin with the speech
containing the arresting phrase about the seasons that Frye quotes.
One of the gossipy gentlemen who obligingly provide background
information in Cymbeline claims that the King has put Posthumus to
all the learnings that his time
Could make him the receiver of, which he took,
As we do air, fast as 'twas minister'd
And in's spring became a harvest: liv'd in court
(Which rare it is to do) most prais'd, most lov'd ;
A sample to the youngest, to th' more mature
A glass that feated them, and to the graver
A child that guided dotards. 3
(1.1.43-50)

Sowing and reaping in the same instant, Posthumus, in the gentleman's
opinion, has already attained that Edenic inner state that informs Prospero's
pastoral Masque of Ceres. The gentleman's praise acquires a spiritual
resonance once the listener hears a vague allusion, in the last words, to the
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young Christ amazing teachers in the temple with his wisdom (Luke 2.41-52).
Yet nothing further is dramatically made of this portrait of a greatly learned
young man. On the contrary, a certain thick-wittedness marks Posthumus's
decision needlessly to test Imogen's faith, as well as his easy belief in
Iachimo's desperate lies-a thick-wittedness made more apparent by the
relatively uneducated Pisanio's healthy skepticism about the Italian's boasts
to have enjoyed Imogen. Furthermore, Posthumus's speech throughout the
play is somewhat wooden and unimaginative for that of an excellently
learned man. This is especially true when his poetry is compared to the
language of the rhetorically inventive Iachimo and the musical Imogen.
Finally, and most importantly, Posthumus's learning neither offers a defense
against naive jealousy, bestial thoughts, and murderous desires, nor does it
suggest any remedy for his despair once he realizes how degenerate he has
become.
Shakespeare's depiction of Posthumus represents the extreme example
of a basic kind of characterization found in other late plays. Pericles,
Cerimon, and Prospero are also masters of learning, especially in the liberal
arts. Marina's excellence in song, dance, and the fine arts links her to this
group; moreover, like Posthumus, she dumbfounds "deep clerks" with her
learning (Per. 5. Chor.5), becoming (unlike him) a sought-after teacher whose
wages preserve her chastity. Cerimon's special knowledge, constantly
trumpeted by the idle lords around him, helps him to revive Thaisa, an act
which makes his learning a stage reality as great as Prospero's bookish magic.
In a similar vein, Pericles's offstage display of his learning and mastery of
music makes such an impact upon Simonides that the King, without hesitation, enlists the stranger as Thaisa's schoolmaster.
With the possible exception of Cerimon's art, Shakespeare, however,
attenuates these accomplishments, which he has taken dramatic pains to fix
in the viewer's mind. The playwright narrates Pericles's and Marina's expressions of their educations; learning never becomes a strong onstage image,
except perhaps in Marina's attempt to rouse her father by singing. But that
perfection, her song, moves him not at all; it is her story of suffering that
animates her forlorn father. The references to Pericles's learning, moreover,
take up no more than a few lines of the play. True, in the Masque of Ceres,
the transcendence associated with romance depends on Prospero's mastery
of the liberal arts, upon which his magic is chiefly based. Formal knowledge,
however, fails the mage; it seemingly cannot accommodate the brutal element
portrayed by Caliban, whose recollected plot causes Prospero to interrupt the Masque before it fully presents its message about perpetual
spring. Furthermore, Prospero, as so many critics have recently noted,
needs special grace to loosen the grip of anger about his heart, to prompt
acts of pity and forgiveness, and to return him to his dukedom, from
which his immense learning, both in Milan and on the island, has isolated
him.
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In the light of this evidence, one can only conclude that Shakespeare
characterizes Posthumus as a paragon of learning so that his later moral
decline will be particularly surprising. But Posthumus's supremacy in arms,
in diplomacy, or in the courtier's gracious arts could have equally well served
Shakespeare's dramatic purpose. Clearly, in making Posthumus a paragon
of knowledge, Shakespeare desired to comment-upon the redemptive potential of formal learning. For Posthumus, Prospero, and Pericles, their singular
learning offers no hedge against personal disaster. Shakespeare in fact
appears to make them gifted mainly to show that formal knowledge cannot
resolve the dilemmas in which they become enmeshed. Like the learned professor in Samuel Johnson's Rasselas, Pericles, for example, finds that his
acquired knowledge gives him no comfort for the seemingly absolute loss
of an only daughter.
We must seriously question, then, Frye's claim for the redemptive power
of formal education in Shakespeare's late romances. Rather than formal
education, painful suffering becomes the catalyst for feats of learning in the
last plays. The recent scholarship of Barbara Kiefer Lewalski can help us
to understand the Renaissance context within which suffering could be
instructive. In Protestant Poetics and the Seventeenth-Century Religious Lyric,
Lewalski stresses the significance of a Protestant "paradigm of salvation" for
such metaphysical poets as Donne, Herbert, Vaughan, and Traherne. It was
the Reformation, Lewalski asserts, that stressed "the application of all
scripture to the self, the discovery of scriptural paradigms ... in one's own
life." According to Lewalski, election, calling, adoption, sanctification, and
glorification made up the paradigm of salvation. In order to realize the
paradigm, the Protestant was obliged to undergo a plunge into depravity
and ignorance, a great spiritual crisis, conversion, heartfelt sorrow and
repentance, and receptive faith.4 These affective phases of the paradigm are
perhaps familiar to the reader, for they have served as the unacknowledged ground for those "beyond-tragedy" readings of Shakespeare's lastplays
that discover the stages of prosperity, destruction, and regeneration in them. 5
Students of Shakespeare's plays are indebted to Lewalski for finally locating
in cultural history the bedrock upon which Cymbeline, The Winter 's Tale, and
The Tempest were laid. Scholars are only beginning to realize how often
Renaissance authors, regardless of genre, employed the Protestant paradigm
and its phases in their works. By revealing the value of the phases of the
paradigm for such a mode as seventeenth-century lyric poetry, Lewalski suggests that Renaissance authors may have incorporated them into a variety
of literary kinds. It is possible that the problematic nature of a Claudio's
or a Bertram's character springs from his embodying the serious phases of
the paradigm in the world of Shakespearean comedy. In any case, Spenser,
in book I of the Faerie Queene, invests the beginning and ending phases of
the paradigm with epistemological values. The Redcrosse Knight's exposure
to serpentine Error has symbolic meaning at the start of his mission to slay
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the dragon threatening Una's commonwealth. The Knight repeats Adam's
original sin whenever he proudly judges by such misleading appearances
as Archimago's pious mannerisms and Duessa's enticing beauty. His proud
errors of knowing aptly lead to great suffering in his bondage to Orgoglio.
Released at last by Arthur (Grace), the Redcrosse Knight contritely repents
in the House of Holiness, purifying himself to such an extent that he has
a vision of the Heavenly Jerusalem as the gift of Contemplation. 6
Epistemological aspects of the phases of the paradigm are also apparent
in Sidney's OldArcadia.1 Like the Redcrosse Knight, Pyrocles and Musidorus
are Elizabethan Protestants in their earthly voyage. 8 Sidney's heroes err in
believing that they do not need to seek outside themselves for wisdom, in
not truly knowing that the beginning and end of their bodies is earth. They
suffer greatly when passionate love overcomes reason, and their self-losses
are figured in their demeaning metamorphoses into an Amazon and a
shepherd respectively. After enduring despair and suicidal feelings, they
repent during their trial before Euarchus and finally grasp their need for
spiritual grace. 9 Sidney's major modification of the phases of the paradigm
involves the final stage; self-knowledge, rather than expressed faith in the
reality of Providence, constitutes Pyrocles's and Musidorus's special victory.
Sidney argues in An Apology for Poetry that all the sciences are "directed to
the highest end of the mistress-knowledge, by the Greeks called architectonike,
which stands .. . in the knowledge of a man's self, in the ethic and politic
consideration, with the end of well-doing and not of well-knowing only." 10
For Sidney, Arcadia depends upon Pyrocles's and Musidorus's understanding
that they are creatures who almost always reason darkly and that they, by
themselves, will always be sadly inconstant and insufficient. 11
In summary, the general model of character development for Shakespeare's
late romances possessed an epistemological dimension by the seventeenthcentury-a substratum within which the loss and finding of the self was
important. The Arcadia again may help to recreate the romantic form within
which a character progresses from error to self-knowledge. Versions of the
book that almost every literate Elizabethan owned can best reveal the
epistemological features of romance and pastoral upon which Shakespeare
capitalized in Cymbeline, The Winter's Tale, and The Tempest. By conceiving of
pastoral as an educational world within the larger framework of romance,
Sidney leads us directly to Shakespeare's plays.
"It is no exaggeration to say," according to Walter R. Davis, "that in
Elizabethan romances the pastoral land is first and foremost a symbol of an
explicit ideal or desirable state of mind." 12 Beginning with Virgil, one of the
many stock contrasts inherent in pastoral was the contemplative versus the
active life. 1 3 By the 1570s in England, pastoral as represented in Spenser's
The Shepheardes Calender could portray a complex landscape of the mind. 14
Yet it was Sidney, as Davis has demonstrated, who first transformed the
mildly meditative world of Continental pastoral romance into the realm of
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contemplation-the contemplation of Platonic Ideas. 15 Thoughtful pastoral
otium in Sidney's treatment for the first time became earnest intellectual
negotium. 16 To experience the pastoral retreat is for Sidney's heroes "to begin
a journey out of this world into the world hereafter and thus to start toward
union with God." 17 A song by Musidorus reflects the education resulting from
this pastoral ascent:
0 sweet woods, the delight of solitariness!
0 how much I do like your solitariness!
Where man's mind hath a freed consideration
Of goodness to receive lovely direction;
Where senses do behold th'order ofheav'nly host,
And wise thoughts do behold what the creator is.
Contemplation here holdeth his only seat,
Bounded with no limits, borne with a wing of hope,
Climbs even unto the stars. 18

At what point does pastoral education occur in characterizations based
upon the Protestant paradigm? It usually appears as an interlude between
the plunge into depravity and ignorance and the stage of spiritual conversion. Within Sidneyan romance, its place is more central.
Renaissance pastoral has been "imaged as a center with two concentric
circles surrounding it, implying a kind of purification of life proceeding
inward: from the gross and turbulently naturalistic outer circle, to the
refined pastoral inner circle, and then to the pure center of the world. "19
Girt by the iron-age world of war and death, Arcady possesses a supernatural
heart, "a shrine like the Cave of the Nymphs or the dwelling of a magician,"
or that of the pastoral god himself. 20 After analyzing a number of sixteenth·
century pastoral works, Davis concludes that the standard Continental
pastoral consists of the hero's "disintegration in the turbulent outer circle,
education in the pastoral circle, and rebirth at the sacred center." 21 The
sojourner in the pastoral circle "learns certain basic truths that show him
how to reconcile his conflicts. He usually does this by a process of analysisby seeing his situation reflected in those of other people around him, and
then coming face to face with his own divided mind. " 22 In Sidney's adapta·
tion of this scheme, the innermost circle, the pastoral retreat, is more
significantly a place of learning, simply because the education is contemplative as well as analytical. The hero's return from the sacred center
to the pastoral land proper-and thence to the tragic or heroic world from
which he originated-completes the Sidneyan pastoral action. Renewed by
contemplation and love, he commits himself to turning knowledge gained
into virtuous social action.23
The Sidneyan scheme of pastoral action was notably popular in the
sixteenth century. It has been discovered, for example, in book 6 of the
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Faerie Queene. 2 4 Sir Calidore's heroic pursuit of the Blatant Beast is interrupted by a pastoral interlude (cantos 9-10), during which the knight
witnesses a contemplative vision crucial for his mastery of his slanderous
adversary. A formal dance of a hundred naked maidens and the three Graces,
arranged in concentric rings about a gemlike central figure, who is simultaneously Venus, Elizabeth I, and Elizabeth Boyle, allows Colin Clout and
Spenser's reader to intuit not only "the harmony of the created universe and
an awareness of the spirit which moves it, the grace of God," but also the
Idea of Charity informing Courtesy. 25 Colin Clout's pastoral vision of the
Graces dancing on Mount Acidale can be compared to Prospero's Masque
of Ceres, mainly because each appears to carry overtones of Neoplatonic
knowledge, because each includes an orchestrator (Colin, Prospero) who can
be regarded as the author's alter ego, and because in each an outsider
(Calidore, Calib an) shatters the vision before completion. 26 In each instance,
this shattering of the vision nonetheless does not keep the beholder
(Calidore, Ferdinand) from wishing to remain forever with the creator in
his ravishing greenworld.
It is important to realize that pastoral education-regardless of its
intellectual nature-is chiefly an interlude in Sidneyan romance. Pyrocles
and Musidorus, for example, cannot sustain or act reliably upon contemplative vision. Subsequent suffering occurs, leading to heartfelt sorrow,
repentance, and ultimately self-knowledge. Pyrocles's and Musidorus's
problem is precisely that of Colin Clout. Prior to his ruinous love for
Rosalind, Spenser's shepherd evidently was capable of inspired pastoral contemplation. Piers, in the October eclogue of the Calender, believes that love
teaches Colin to "climbe so hie,"
And lyftes him up out of the loathsome myre:
Such immortall mirrhor, as he doth adm ire,
Would rayse ones mind above the starry skie.
And cause a caytive corage to aspire,
For lofty love doth loath a lowly eye.
(92-97)

But the "immortall mirrhor"-Rosalind-clouds Colin's understanding, and
a love other than "lofty" casts down the swain's mind. 27 In the cases of
Spenser's and Sidney's pastoral characters, an infected wi ll, working through
earthly love, limits their abi lities to act out their insights.
Infected will is the sticking point in Renaissance romance, whether
narrative or dramatic. The Elizabethan infected will most memorably surfaces
in Sidney's Apology:
Neither let it be deemed too saucy a comparison
to balance the highest point of man's wit with the
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efficacy of Nature; but rather give right honour
to the heavenly Maker of that maker, who having
made man to His own likeness, set him beyond
and over all the works of that second nature:
which in nothing he showeth so much as in
Poetry, when with the force of a divine breath he
bringeth things forth far surpassing her doings,
with no small argument to the incredulous of that
first accursed fall of Adam: since our erected wit
maketh us know what perfection is, and yet our
infected will keepeth us from reaching unto it. 28

In poetically rendering the ideals of the incomplete Masque of Ceres,
Shakespeare exemplifies the erected wit, which was both a Renaissance
"instrument of education" and a means to divine contemplation. The wellknown words from the Apology lie behind the critical opinion of Frye with
which this section began, and they underscore a fact easily overlooked in
it-that mankind can only strive to return to the original nature in which
God intended him to live. For that reason suffering in Shakespeare's last
plays must take the place of formal education as divine schoolmaster. For
the Renaissance author, the infected will usually prevented the realization
of the supreme thoughts of the erected wit. 29 Shakespeare appears to have
been well aware of the tensions reflected in Sidney's writing on human knowing.30 The infected will in the shapes of Autolycus and Caliban, for example,
indirectly ends such educational visions of perfection as the dance ofFlorizel
and Perdita and the Masque of Ceres. Still, the wisdom gained through those
insights lingers with characters and readers alike, testifying to the epistemological nature of evolved pastoral romance.
It is this evolved genre, a "romance of knowing," that Shakespeare fully
recreates on the stage at the close of his career. While, admittedly, the forest
of Arden is an educational greenworld in As You Like It, Rosalind and
Orlando do not suffer adversity because of their intellectual errors or their
false ways of knowing. Rosalind's role as Ganymede richly allows her in
Arden to discover new facets of her character, and Orlando slowly learns
the essence of love from her tough instruction. Yet the epistemological
phases of a model for character development are missing in this middle
romantic comedy. Only with the staging of Cymbeline did an articulated
romance of knowing constitute part of the King's Men's repertory. In this
ambitious play, and in his late romances in general, Shakespeare develops
characterizations based upon the affective phases of the Protestant paradigm
of mankind's spiritual journey while dramatizing the Sidneyan scheme of
pastoral action.
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II.

In Cymbeline, Posthumus progresses through the affective phases of the
Protestant paradigm, losing himself in a plunge into depravity and a great
spiritual crisis only to acquire, after heartfelt sorrow and repentance, a new
spiritual identity and, by act 5, a degree of self.knowledge. Like those of the
Redcrosse Knight, Posthumus's catastrophic errors are intellectual onesfalse ways of knowing. In Shakespeare's complex staging of the first phase
in a journey of understanding, falsifying ways of conceiving and expressing
values create distorted ideas. Specifically, Posthumus makes the mistake of
reducing his unparalleled idea of Imogen's rarity to symbolic words and
objects which necessarily slander it. Iachimo capitalizes upon the disparities
between Posthumus's incomparable image of Imogen and the alien words
and jewel by which the protagonist struggles to make it understandable.
Imogen can be known truly on! y in terms of Imogen; she is her own precious
self.referent. She exists, after all, on a plane of value different from that of
the diamond ring and bracelet to which Posthumus and Iachimo's wrangling reduces her. At the beginning of the debate, Iachimo seizes upon
Posthumus's diamond ring as a symbol for his belief that Imogen is not the
perfect woman: "if she went before others I have seen, as that diamond of
yours outlustres many I have beheld, I could not believe she excelled many;
but I have not seen the most precious diamond that is, nor you the lady"
(1.5.74-79).

By dwelling upon the ring, Iachimo encourages Posthumus to equate
Imogen's worth with an inappropriate object, just as Iago did when he
insinuated that Desdemona's handkerchief symbolized her honor. At this
point Iachimo does not succeed in getting Posthumus to identify Imogen
with the diamond:
Post.
Jach.
Post.
Jach.
Post.

I prais'd her as I rated her: so do I my stone.
What do you esteem it at?
More than the world enjoys.
Either your unparagon'd mistress is dead,
or she's outpriz'd by a trifle.
You are mistaken: the one may be sold or
given, or if there were wealth enough for
the purchase, or merit for the gift. The
other is not a thing for sale, and only the
gift of the gods.
(1.5.80-88)

After Iachimo has returned from Britain with his evidence, Posthumus uses
the diamond ring to symbolize Imogen's honor. He thus makes the association that Iachimo contrived in the first wager scene. Concerning Iachimo's
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success, he asks, "Sparkles this stone as it was wont, or is't not/ Too dull for
your good wearing?" (2.4.40-41). In his mind, Imogen's chastity now gives
luster and hence worth to the ring. Rather than properl y being on another
value level , her chastity has become synonymous with the diamond. Now
Iachimo insists that Imogen and the ring cannot be equated: "If I have lost
it,/ I should have lost the worth of it in gold" (2.4.41-42). Upon her discovery
that her bracelet is missing, Imogen had said, "I hope it be not gone to tell
my lord/ That I kiss aught but he" (2.3. 148-49). Once a material object
expresses values, those values are subsequently known chiefly in terms of
the object. Because Imogen's chastity has come to be esteemed as a material
article (a ring), another material article (a bracelet) appropriately proclaims
her alleged adultery.
In summary, Shakespeare's staging of the initial phase of his epistemological model is highly original, reflecting a special interest in the limitations of expressive mediums. His version of pastoral education is equally
unorthodox in Cymbeline. In this play, Imogen, rather than Posthumus (the
enactor of the phases of the Protestant paradigm), undergoes the central
pastoral learning experience. The metaphor of tree and fruit through which
Shakespeare expresses Imogen's reunion with Posthumus suggests late in
the play that two parts of a single self are joining again. 31 Imogen passes
from the turbulent heroic circle of Britain to the almost equally tumultuous
but nonetheless pastoral realm of Wales, complete with its mystical heart,
Belarius's cave, a place appropriately containing a three-footed stool
reminiscent of that of the priestess of the Delphic Oracle. 32 In keeping with
Shakespeare's unorthodox adaptation of his epistemological form, Imogen
does not ascend to Neoplatonic contemplation. In pastoral Wales, Imogen's
education primarily depends upon her acting out the role of Fidele before
her return to the outermost circle of Britain, which is renewed by the deeds
of the penitent Posthumus and the Welsh "naturals," Arviragus and
Guiderius. In Wales, Imogen is instructed in faithful love. Once her husband
has accused her, she too easily believes that some Italian whore has betrayed
him (3.4.49-50). Faithful Pisanio is not-so credulous. Shakespeare introduces
Pisanio into Cymbeline partly as a measure of loyalty revealing that the main
characters lack ideal faith. The good servant correctly suspects that
it cannot be
But that my master is abus'd: some villain,
Ay, and singular in his art, hath done you both
This cursed injury.
(3.4.120-23)

Imogen, on the contrary, believes that "some Roman courtezan" h as, and
Pisanio must repeat, "No, on my life" (3.4.124). By comparison, her view is
not so complimentary to her husband. Although she never loses her love
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for him, once in Wales Imogen continues to doubt Posthumus's faith.
Imogen pardons the two beggars who gave false directions to Milford Haven.
Poor people may be driven by need; Posthumus's great lies of love have no
imaginable cause (3.6.9-15). And she would change her sex to be the rustics'
companion since she thinks her husband has broken his vow (3.7.59-61).
When Imogen adopts the alias Fidele as part of her masculine disguise,
she indicates that her experience in Wales involves her faith. After Guiderius
proves himself the best woodsman during the deer hunt, he becomes lord
of a feast at which Arviragus and Belarius play the cook and servant, respectively. Imogen acts the role of their housewife, dutifully cutting their root
diet into letters for an alphabet soup that symbolizes the nurture she would
give them (4.2.48-51). By this experience her wifely faith, which has been
thrown into question, is practiced and strengthened. Her faith is therefore
not reaffirmed by any miraculous means; suffering Posthumus's imagined
death teaches her how much she loves him. When Imogen thinks that
Cloten's trunk is her husband's,Jupiter is doing much more than perversely
demonstrating that ocular knowledge controls love. In contrast to the
depraved experimenter, the Queen, who poisons her soul by her noxious
testing of animals, Jupiter probes mortals relentlessly to discover their
spiritual mettle. His trials always have this humane end. Imogen learns that
her husband's supposed infidelity is a minor evil compared with his ultimate loss.
Thus when the Roman Lucius demands that she identify the body upon
which she is stretched, Imogen speaks of her husband in the noblest terms:
Richard du Champ: [Aside] if I do lie and do
No harm by it, though the gods hear, I hope
They'll pardon it.
(4.2.377-79)
Giving her husband a knight's name, Imogen confers upon him the honor
that his deeds in battle will soon show that he deserves. Lying for necessity
exposes Imogen's revived love as well as the truth of Posthumus's character.
Lucius suggests that such devotion is an extreme example of faith. Learning
her assumed name, Fidele, he pronounces, "Thou dost approve thyself the
very same:/ Thy name well fits thy faith; thy faith thy name" (4.2.380-81). In
other words, in Wales Imogen has come to know the idea of Faith.
Late in the play, Posthumus achieves architectonic knowledge when he
miserably acknowledges his mortal frailty and need for modesty. When he
awakens in prison, Posthumus first construes his bizarre dream-vision in
terms of a courtly truism. Dejected, he says that
Poor wretches, that depend
On greatness' favour, dream as I have done,
Wake, and find nothing.
(5.4.127-29)
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Such a mental set threatens to keep Posthumus from giving any importance
to the dream-vision. But he chides himself before a commonplace obscures it:
But, alas, I swerve:
Many dream not to find, neither deserve,
And yet are steep'd in favours; so am I,
That have this golden chance, and know not why.
(5.4.129-32)
Posthumus's remorse for his rash command for Imogen's death has forged
a new humility. Immediately before the dream-vision, he entreats the gods:
"For Imogen's dear life take mine" (5.4.22). Genuine modesty and penitence
offer a better context for appreciating the dream-vision and tablet than any
court idea does. The hero understands one of the play' s most crucial events
by means of his own special punishment for proudly testing his wife. In the
manner of an empiricist, he lucidly interprets his experience in terms of
the unique co ntext out of which it emerges. Concerning the oracle,
Posthumus announces that
Be what it is,
The action of my life is like it, which
I'll keep, if but for sympathy.
(5.4.149-51)
He thus retains the arcane tablet about a lion's whelp embraced by tender
air that will be the sole proof that Jupiter has assisted the characters from
despair to happiness. Posthumus's architectonic knowledge of his own
fallibility and fragmented life provokes a humility, a sympathy that aptly leads
to his preserving the romance means for establishing his ultimate joy.
Like Posthumus, Leontes in The Winter's Tale follows the trajectory of the
Protestant paradigm. Initially, Leontes's complicating intellectual error
involves his mad idea of Hermione's adultery, an idea presented in one of
the most difficult passages in the Shakespearean canon (1.2.135-46). After
suffering painfully, feeling remorse, and undertaking penance, he, again like
Posthumus, does not directly achieve the new ways of knowing which occur
in the middle pastoral episode. Nonetheless, the regenerative modes of
speech and thought experienced there by Florizel and Perdita bear directly
upon his misfortune. The theater audience has the impression that, in
Bohemia, the faculties that justified Leontes's jealousy are bringing forth
ideal truths and that they are doing so, for the most part, by combining in
the exact manner that they had when they confirmed the King's black
suspicions. One ecstasy of mind, produced by Florizel's vision of Perdita as
Flora, appears to displace, and thus redeem, a corresponding mental
rapture.
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Leontes's fall is an epistemological one. In one of the most difficult
speeches of the play, the King states,
Come, sir page,
Look on me with your welkin eye: sweet villain!
Affection! thy intention stabs the centre:
Thou dost make possible things not so held,
Communicat'st with dreams;-how can this be?With what's unreal thou coactive art,
And fellow'st nothing: then 'tis very credent
Thou may'st co:ioin with something; and thou dost,
(And that beyond commission) and I find it,
(And that to the infection of my brains
And hard'ning of my brows).
(1.2.135-46)

Leontes's tortuous musings seem to "prove," at least in the King's mind,
that Hermione is an adulteress. The dense speech appears to imply discovery,
and the comment about hardening of the brows explicitly alludes to being
cuckolded. In light of Leontes's abstract diction, the precise meanings of
"affection" and "intention" are considered the keys for unlocking the
passage's significance. These terms, however, seem to carry special, perhaps
technical, meanings. 33 For instance, Hallett Smith, quoting Cooper's Thesaurus
linguae romanae et britainicae (1582 ed.) equates Leontes's "affection" with the
Ciceronian notion of affectio: an abrupt mental seizure which, in Smith's
reading, the King is addressing in the passage. 34 Yet instead of a sudden perturbation of mind or body, animosity, or lust-all possible seventeenthcentury glosses for the word-the play suggests that the term "affection" bears
its common meaning of "liking" or "love." 35
Leontes is preoccupied in his musings on affection with verifying an
existing doubt. His doubts momentarily vanish under the benign influence
of Mamillius's "welkin eye," into which Leontes gazes. When the King's
thoughts return to the question of Hermione's constancy ("Can thy dam?_:_
may't be-?"), the affection that he has been feeling for Mamillius enters them;
and he skeptically theorizes about love's nature. Leontes judges that love combines with dreams in lovers' minds and gives birth to fantasies-to nothing
real. The wispy blending of affection and dream gives Leontes precedent
for his belief that affection enters into something actual, his wife and friend's
scheming: " ... then 'tis very credent/ Thou mayst co:join with something;
and thou dost,/ (And that beyond commission)." Swayed by this reasoning,
Leontes sets his heart against Hermione. "Affection! thy intention stabs the
centre," Leontes cries out. Intention was a technical term in Renaissance
philosophy for the conceptions of the imagination. "The images or concep·
tions of phantasy, possessing a kind of pre-conceptual determination,"
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Paul Oskar Kris teller writes in his account of Neoplatonic philosophy, "are
called intentions, after the scholastic tradition. In forming these intentions
the Soul shows its productive force; for it forms the images of the sense
impressions 'through phantasy and preserves them in memory.' " 36 In terms
of a popular Renaissance doctrine, the word intention was a synonym for "image" -the product of an active fantasy. Leontes's exclamation thus concerns
love's fantastic image. In the speech, love's image, its intention, is primarily
a dreaming lover's fantasy. By means of this image, Leontes believes he "stabs
the center" (discovers the "truth" about Hermione). The King deduces evil
from the reality of love's innocent image; if something romantically ideal
and ephemeral exists, then something coarsely selfish and tangible must be
an equal, or greater, possibility. Or so Leontes believes.
In summary, Shakespeare portrays Leontes's demise as a corruption of
knowing, in which several intellectual faculties degenerately cooperate.
Devastated by the shocking loss of his wife and son, a suddenly penitent
Leontes acquires the architectonic knowledge of personal fallibility at the
play's midpoint rather than near its conclusion. Nevertheless, the image of
Leontes, grieving over Hermione's grave, eventually gives· way to a new set
of characters and another country. Although he reasons corruptly, Leontes
employs his imagination; and the imagination finally triumphs in this late
dramatic romance. Major events and ideas in the Sicilian episodes have their
repetitions, usually with regenerative differences in the Bohemian scenes. 37
In The Winter's Tale, a pastoral episode exists in which love's image-its
"intention "-is so moving that it redeems a world of suffering. The key
episode concerns Perdita as something like the Roman goddess Flora,
distributing flowers to her guests at the sheep-shearing festival. When Florizel
observes her in this heightened role, his love for her informs his imagination, creating a fantastic truth beyond the reach of Polixenes's and Leontes's
old and angry perceptions. Earlier, in Leontes's difficult speech, Shakespeare
used the verbal form of endearment in the line-"With what's unreal thou
coactive art." This form suggests that affection and art combine-"coact"to produce the illusory. Florizel's breathtaking idea of Perdita, voiced in his
speech about her royal deeds (4.4.135-146), results mainly from his intense
love and from her role as an embodiment of Flora. The power of Perdita's
role derives largely from the artistry of her costuming. Made possible by
affection and art, Florizel's idea is a Sidneyan vision of a golden realitythe contemplative insight proper to the special pastoral realm. In Florizel's
imagination, love makes possible an ideal image-Perdita as a wave of the
sea, mystically holding motion and stillness in eternal tension. 38
The power of this tantalizing image undermines Leontes's claim, in his
speech on affection, that love and imaginative thinking bring forth nothing.
Florizel's "nothing," his ideal image of Perdita, proves to be everything when
it confirms and strengthens his feelings for his mistress. Leontes has a similar
experience late in the play. The penitent King is at last shown the "statue"
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of Hermione, upon which he longingly gazes. Prompted by Paulina's remarks
about the rarity of the "artifact," Leontes artistically perceives his motionless
wife:
Her natural posture!
Chide me, dear stone, that I may say indeed
Thou art Hermione; or rather, thou art she
In thy not chiding; for she was as tender
As infancy and grace.
(5.3.23-27)
The artistic vision evokes again Leontes's love; he affectionately remembers
Hermione's exquisite tenderness. Art and love thus bring forth an idealized
image in Leontes's mind-that of his compassionate and gentle wife. His
sensitive imagination resembles that of Florizel concerning Perdita; both
images are strong realities created by art and affection. Leontes in act 5
dramatizes his original musing about affection and intention in a marvelous
way, one which, in his rage, he would never have supposed was possible.
Sixteen years of suffering prepare Leontes's mind for the rich act of knowing
and thus recovering not only his wife but Apollo's earthly paradise as well.
In The Tempest, the affective phases of the Protestant paradigm do not
readily appear in the character figuratively analogous to Posthumus and
Leontes. Alonso's error is not staged, and the King of Naples may not feel
contrition and penance in his frantic madness. 39 Alonso, however, is a
secondary character in the play. Prospero comes closest to enacting the
spiritual progress of a Posthumus or a Leontes. His intellectual and perhaps
prideful error of isolating himself in the liberal arts, denying responsibility
for coming to terms with the Antonios of this world and the disasters
resulting from a naive trust in them, repeats itself in his garbing himself as
a magician and in his hermitlike conjuring in his cell. In many respects,
Prospero's island is an inverted pastoral land. Brutal Caliban, for example,
travesties the benign swain, like Montanus or Silvio; and contradiction riddles the idea of utopia that the island inspires in Gonzalo. This inversion
includes the scheme of pastoral action. It is true that tragic Virgilian history
surrounds Prospero's "Arcady," his isle purified to some degree and con·
trolled by his white magic. The island's core is Prospero's cell, ringed by lime
trees, the home of the sorcerer. Miranda's and Ferdinand's educations do
take place in the pastoral circle of The Tempest, but its innermost heart,
Prospero's cell, is not a place of rebirth for the magician. Instead, it is a
place of severe isolation, in which Prospero's mysterious powers come at
the price of self-knowledge and the understanding of what binds him
to his kind.4° As he does with so many received motifs and conventions,
Shakespeare employs the scheme of pastoral action at the same time that
he turns it inside-out. 41
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Shakespeare's unique adaptation of the epistemological scheme can be
seen in Ferdinand's and Miranda's singular educations. Miranda and
Ferdinand reveal quite early in the play that the comparison of contrary
ideas can make their marvelous love even m<?re admirable. Cloistered from
any contact with young suitors and society in general, Miranda knows no
more about Ferdinand than mere seeing offers; she first mistakenly knows
him as one of her father's spirits, who are daily seen upon some magical
errand:
What is't? a spirit?
Lord, how it looks about! Believe me, sir,
It carries a brave form. But 'tis a spirit.
(1.2.412-14)

Ferdinand, in turn, at first suspects that she may be a deity of the island.
He begs that she might
Vouchsafe my prayer
May know if you remain upon this island;
And that you will some good instruction give
How I may bear me here: my prime request,
Which I do last pronounce, is, 0 you wonder!
If you be maid or no?
(1.2.425-30)

Because Miranda has the beauty of a goddess upon whom heavenly airs
attend, Ferdinand's question is sincere. It is not simply calculated courtly
flattery. Upon first sight-their intuitive "changing of eyes"-each young
lover experiences a feeling of wonder that works against a more exact
knowledge of the beloved.
Miranda knows Ferdinand as a . spirit mainly because she has had
acquaintance only with mysterious sprites, her father, and also Caliban,
whom, as the following quotation makes clear, she does not regard as a man.
Consequently, she has difficulty recognizing Ferdinand's human appearance
and gauging his nature by contrast with those of other men whom she would
inevitably have met in ordinary society. In a central speech, she tells
Ferdinand,
I do not know
One of my sex; no woman's face remember,
Save, from my glass, mine own; nor have I seen
More that I may call men than you, good friend,
And my dear father: how features are abroad,
I am skilless of; but, by my modesty,
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The jewel of my dower, I would not wish
Any companion in the world but you;
Nor can imagination form a shape,
Besides yourself, to like of.
(3.1.48-57)

Were she living in society, Miranda would have some knowledge of
mankind and thus a partial context for judging Ferdinand's nature. Deprived
of this context by her isolated life on the enchanted island, however, she
must blindly trust her instincts for her love. Were Ferdinand not a noble
young man but perhaps a handsome opportunist like Antonio, Miranda could
not deduce truth from beauty; here she might be choosing and loving a
vicious youth. The last lines of the above passage imply that an abundance
of imagined shapes can, by the contrasting examples that they provide, help
one to define more clearly the nature of an object. As Miranda testifies, a
dearth of them, conversely, leaves one dangerously gullible.
Prospero initially adopts the role of the irate father so that Miranda's
vulnerability might be minimized and the young couple know a more perfect
love. This knowledge, so originally fashioned, constitutes the education identified with the pastoral sojourn. The principle that Prospero employs in
aiding the love affair's progress is expressed by Gonzalo when he portrays
his Golden Age to Alonso and the other lords of his party: "I'th' common·
wealth I would by contraries/ Execute all things" (2.1.143-44). 42 By means
of contrary comparisons, Prospero directs Miranda's and Ferdinand's love
so that humility and gentleness, the fruits of culture, are not sacrificed to
natural passion. 43 The magician tells his daughter,
Thou think'st there is no more such shapes as he,
Having seen but him and Caliban: foolish wench!
To th' most of men this is a Caliban,
And they to him are angels.
(1.2.481-84)

The contrary terms Caliban and angels are comparisons helping Miranda
to construct an elementary ratio: as angels are to most men, so most men
are to Ferdinand. In comparison with divine creatures she has yet to see,
divine Ferdinand is simply a beast. Upon first consideration, Prospero seems
to be trying to play down Ferdinand's noble nature, apparently meaning to
counter drastically Miranda's excessively fantastic vision of the Prince as a
spirit. Toward such a supposed end, he has already asserted that "the spirit"
eats and sleeps and hath such senses
As we have, such. This gallant which thou seest
Was in the wrack; and, but he's something stain'd
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With grief (that's beauty's canker), thou mightst
call him
A goodly person: he hath lost his fellows
And strays about to find 'em.
(1.2.415-20)

By calling Ferdinand a "gallant" and "a goodly person"-rather common,
colorless terms in contrast with Miranda's-and by likening him to an a nimal
in the passage's last two lines (livestock "stray" to rejoin a herd), Prospero
appears to be giving his daughter new categories-"shapes" to use her
word-by which she might more realistically imagine her lover's nature.
However, Prospero's shaping of his daughter's thoughts has a different
instructive end. When Prospero tells his daughter that Ferdinand is a Caliban
compared to most men and that they, juxtaposed with him, are angels, she
replies, "My affections/ Are then most humble; I have no ambition/ To see
a goodlier man" (1.2.484-86). When Miranda imagines Ferdinand in the shape
of Caliban, a humble condition suggests to her a humble love; and she has
no ambition to see a better man. Prospero's use of contrary comparisonsCaliban and angels-gives Miranda a perspective by which she might better
understand her natural passion for the Prince. Even though her image of
him and her love for him are limitless, enjoying all the benefits of wonder,
Miranda now knows her affection as a humble passion and so avoids the
ambitious desires that we see driving creatures like Antonio, Sebastian,
Trinculo, and Stephano toward vice. Miranda's way of knowing her love is
a buffer against the adverse effects of boundless feeling, which she enjoys
in the forms of generosity and pity. Ferdinand also profits from Prospero's
method. Unreasonably accused of plotting to win the island from the magician and condemned to an endless, menial task of carrying logs as a punishment, Ferdinand discovers that Miranda is "Ten times more gentle than her
father's crabbed, I And he 's composed of harshness" (3.1.8-9). Prospero
charitably makes himself into a base comparison that by contrast increases
Miranda's excellence in her lover's mind.
Realizing the extent of his inconstancy and insufficiency, Prospero
at last acquires self-knowledge, which-in keeping with Sidney's definitionissues in right action. A variety of passions, mainly vengeful anger, course
through the alienated Prospero's "beating" mind, until Ariel helps him
to feel remorse and the desire to forgive his enemies. The climax of
The Tempest thus involves the education of the wonderful but imperfect
educator. In the final act of The Tempest, Prospero's angelic servant shows
the magician, who is adept at contrary comparisons, a further refinement in their employment. Ariel begins the conversion of Prospero's
vengeful feelings into merciful desires when he describes to his master
the suffering Gonzalo, bruised and led astray by bewitching visions and
voices:
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His tears run down his beard, like winter's drops
From eaves of reeds. Your charm so strongly
works 'em,
That if you now beheld them, your affections
Would become tender.
(5.1.16-19)

Ariel's pathetic portrayal of Gonzalo moves Prospero chiefly because a simile
makes Gonzalo's acute distress more vivid: "His tears run down his beard,
like winter's drops I From eaves of reeds" (italics mine). The spirit does not
actually give Prospero a direct vision of Gonzalo by which the magician
might be led to new ideas. He requires that his master imagine what
Gonzalo in his misery looks like; the simile helps Prospero to do precisely
this. Ariel is performing for Prospero a service like that which he enacted
for the lovers during their courtship. He is giving his master another "shape"
- the image of weeping Gonzalo-by which he might imagine new ideas
and more refined affections. Even as he released Miranda-only knowing
a woman by gazing, Narcissus-like, upon herself in a mirror-from a constrictive emotion, Prospero himself is educated out of his self.centered
revenge by a wiser, loving teacher.
When Ariel says that Prospero's affections would become tender if the
latter could see Gonzalo, the magician questions, "Dost thou think so, spirit?"
And Ariel answers, "Mine would, sir, were I human" (5.1.19-20). The mortal
then concludes,
And mine shall.
Hast thou, which art but air, a touch, a feeling
Of their afflictions, and shall not myself,
One of their kind, that relish all as sharply
Passion as they, be kindlier mov'd than thou art?
Though with their high wrongs I am struck to th'
quick,
Yet with my nobler reason 'gainst my fury
Do I take part: the rarer action is
In virtue than in vengeance.
(5.1.20- 28)

For a moment, Ariel, who embodies Art throughout the play, 44 seems to
Prospero to feel human passion. But this is only for a moment. Art that
seems alive with human passion only serves to remind Prospero that passion is exclusively the expression of human nature. Passion allows Prospero
to distinguish the human from the nonhuman, . set up comparisons, and
reason a happy conclusion. 4 5 When he finds by comparison that something
contrary to himself, the nonhuman Ariel, can experience a touch of human
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pity over a human plight, Prospero discovers that he, a man, should all the
more intensely feel the same redemptive compassion. He should be "kindlier"
moved than Ariel in both Renaissance senses of that word: more pitifully
and more humanly. One last time in The Tempest an elementary ratio helps
give the dramatic action a major turn.Just as mankind is more moved than
a nonhuman creature, so mankind's affections should be more human than
any felt by the creature. Such a classic ratio appears to form in Prospero's
mind, prompting him to deduce that forgiveness is more humane than
vengeance. This deduction reveals that Prospero finally is not the passive
slave, depicted as mankind at large in his revels speech, who depends upon
mysterious dreams for his deeper understanding. By personally and richly
determining his saving knowledge, Prospero fittingly concludes Shakespeare's
exploration of possibilities for learn ing within the romance of knowing-a
literary form he brilliantly adapted to the stage.4 6
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(New York: Columbia University Press, 1943), 235-36.
37. The subjects of thematic and stylistic repetitions in The Winter's Tale have been
explored by Ernest Schanzer, "The Structural Pattern of The Winter's Tale," Review
of English Literature 5 (1964): 72-82; by Fitzroy Pyle, "The Winter's Tale": A Commentary
on the Structure (London: Routledge and Kegan Paul, 1969); by James E. Siemon,
"'But It Appears She Lives': Iteration in The Winter's Tale," PMLA 89 (1974): 10-16;
and by Richard Proudfoot, "Verbal Reminiscence and the Two-Part Structure of
The Winter's Tale," Shakespeare Survey 29 (1976): 67-78.
38. See Maurice Hunt, " 'Standing in Rich Place': The Importance of Context in
The Winter's Tale," Rocky Mountain Review of Language and Literature 38 (1984), especially
26-30.
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39. An unrepentant Alonso is becoming a critical commonplace. See, for example,
Harry Berger, Jr., "Miraculous Harp: A Reading of Shakespeare's Tempest," Shakespeare
Studies 5 (1969): 273-74; and D'Orsay W. Pearson, " 'Unless I Be Reliev'd by Prayer':
The Tempest in Perspective," Shakespeare Studies 7 (1974): 273.
40. Cf. Carol Gesner, "The Tempest as Pastoral Romance, " Shakespeare Quarterly
10 (1959): 531-39, for another view of the pastoral structure of Shakespeare's
final romance.
41. Nonetheless, Davis's description of the typical pastoral education precisely
captures Prospero's major analytical action of learning. Prospero sees his situation
reflected in the image of weeping Gonzalo as described by Ariel.· Literally coming
face-to-face with the need for compassion, Prospero reasonably reconciles his mind,
which has been divided between pity and vengeful desires.
42. Gonzalo merely means that primitive life on his fantastic island paradise will
be contrary to existence in civilized states:
for no kind of traffic
Would I admit; no name of magistrate;
Letters should not be known; riches, poverty,
And use of service, none; contract, succession,
Bourn, bound of land, tilth, vineyard, none;
No use of metal, corn, or wine, or oil;
No occupation; all men idle, all;
And women too, but innocent and pure:
No sovereignty.
(2.1.144-52)
There is a specific recollection of Timon of Athens here. When saturnine Timon,
deserted by his false friends, leaves Athens in rage for the woods, he commands the
rich city to "decline to your confounding contraries" (4.1.20), to the raw materials
out of which its grandeur was created. In a state of nature contrary to a corrupt
urban world, Gonzalo, however, believes that man would lead a better life. Still,
within the realm of the play Caliban and the savagery that he incarnates argue for
some modicum of cultivation.
43. Contraria was an Aristotelian category in Renaissance formal logic. T. W. Baldwin
cites Gonzalo's speech as an example in William Shakspeare's Small Latine and Lesse
Greeke (Urbana: University of Illinois Press, 1956), 2:115-16. Also see Robert Grudin,
Shakespeare and Renaissance Contrariety (Berkeley: University of California Press, 1979),
especially 185-208.
44. The familiar form of are in the passage works to identify Ariel with art ("which
art but air" and "Kindlier moved than thou art").
45. David Horowitz, in Shakespeare: An Existential View (London: Tavistock, 1965)
also believes that Prospero's new idea of humanity is made possible by passion:
"Here Prospero names the well-spring of his pardon, which is to follow. It is
his kindness, his nature which he shares with them. For he feels afflictions as
they do, passions as they (where 'passions' has a verbal emphasis, suggesting
'to experience feeling') and thus is moved by the image of himself, suffering in their
agony" (87).
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46. Finally, a word about Pericles. On occasion critics portray Pericles as a Jacobean
Everyman or Juventus-like figure, pursuing a morality course from temptation to election to beatitude. G. Wilson Knight, for example, in The Crown of Life (1947; reprint
New York: Barnes and Noble, 1966), 36, 38, 52, 73-74, states his belief that the passage
of Pericles from a "lustful and cheating fantasy," which plunges the Prince into a
world of sin, represented by incest, to divine intuition delineates a morality play writ•
ten around Shakespeare's "own poetic symbolism as dogma"-around, that is,
image-clusters of Tempest which give way to those of Music. Howard Felperin in
"Shakespeare's Miracle Play," Shakespeare Qy,arterly 18 (1967): 367, classifies the
character Pericles as a neo-Morality Juventus. Equating Pericles and Everyman of
course relates Shakespeare's character to the Protestant paradigm and its affective
phases. Identifying Pericles with the Morality hero is difficult, however, for several
reasons, the primary one that the Prince does not commit a sinful error resulting
in deserved suffering. Several critics have commented upon the blameless character
of Pericles and the seemingly accidental nature of his painful adventures as a wandering knight. See, for example, Robert Grams Hunter, Shakespeare and the Comedy of
Forgi,veness (New York: Columbia University Press, 1965), 140-42; and]. H.P. Pafford,
Introduction to the New Arden edition of The Winter's Tale: "in Pericles the king does
not sin or cause the separations [of family members] and therefore the question of
final forgiveness and reconciliation does not arise" (xiv). "Pericles has no active evil
to be purged from his nature," D. G. James judged in Scepticism and Poetry (London:
George Allen and Unwin, 1937), 229. Moreover, while Pericles expands his capacity
for poetic expression during the vivid tempest of act 3, new ways of knowing, like
those appearing in middle scenes of other late romances, are basically absent from
this uneven, perhaps collaborated work. Since the greenworld forms no part of the
topography of Pericles, the scheme of pastoral action cannot clarify the play. "The
world of Pericles is morally inscrutable," according to Kenneth Semon in "Pericles:
An Order Beyond Reason," Essays in Literature 1 (1974): 17; "during the course of the
play many of the characters, besides Gower, seek to impose some kind of formula
or rational explanation upon the fantastic events. All of their attempts fail. Only when
one accepts the events without trying to explain or control them does one come to
some kind of understanding; and that understanding is always beyond rational
explanations" (ibid.). Through four acts, the play thus is mainly a "romance
of unknowing" for Pericles. This fact argues against including Pericles among
Shakespeare's romances of knowing.

